occupier from complacency. Adam Goodes’s
performance of an Aboriginal war dance on
the football field and subsequent calling out of
racism, is a further expression of Indigenous
embodied sovereignty that unsettles the colonial
occupier. In chapter 7, Rothfield reveals how SJ
Norman and Goodes command that white
Australia take stock of their position as “colo-
nizing other” (200). Their counter-narratives,
as embodied innovations, created an atmo-
sphere of disequilibrium making possible some-
thing other than the mere repetition of colonial
narratives.

Rothfield offers a conception of the body as
midway between the intellect and the chaotic
multiplicity of impulses. In concluding, she
notes it is impossible to abandon entirely the
plane of the subject. The uncanny is but a “glim-
mer,” an invitation to move otherwise beyond
habits of practice and the acquired codes of
dances that are learned. Great dancing can be
construed as the “informed manipulation of
divergent forces” (140). Embracing this plurality
can be the marker of skillful and great dancing.

In her conclusion, Rothfield quotes Deleuze:
“in a book, there is nothing to understand, but
much to make use of” (228). Dance and the
Corporeal Uncanny is a conceptual book offering
tools for thinking with and through dance in the
studio, on the stage, in the stalls, and importantly
on the side of and beside dance. At the time of
writing, dancers’ desire for velocity, amplitude,
attunement, and reach has been frustrated by
an extended health crisis, which saw a shift to
online classes and restrictions on the proximity,
palpability and scale of dance. New habits
formed and the perceptual thresholds dancers
are accustomed to were transformed within this
new kinesthetic milieu. In navigating radical
changes to the dance landscape, Rothfield’s
book is timely in its offering of thinking tools
that can be applied to a range of dance contexts
including educational, choreographic and schol-
arly. These tools privilege somatic attention, cor-
poreal diversity, the elasticity of time and
movement innovation toward a kinesthetic liter-
acy that deepens understanding of dance’s ontol-
ogy beyond aesthetic categories.

As a contribution to Dance Studies,
Performance Studies and Philosophy it is an
invitation to form new corporeal-conceptual
relations, reconfiguring what it means to move
dance thinking and perceive dancing in ethical
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ways through a reconsideration of the experi-
ence of what dancing does.

Carol Brown
University of Melbourne
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The costume a dancer wears in performance
impacts a viewer’s overall impression of a dance
work as it invariably shapes how choreographies
make meaning. Despite their centrality to perfor-
mance, however, dance costumes are often
undertheorized in academic contexts. Notable
exceptions include art historians who have
made critical contributions to scholarly examina-
tion of Pablo Picasso and Sonia Delaunay’s
costumes for the Ballets Russes as well as Oskar
Schlemmer’s Triadic Ballet performed at the
Bauhaus. Museum exhibitions in recent decades
have also provided important interventions
in demonstrating methods of using dance
costumes to pursue interdisciplinary research.
For instance, exhibitions at the Victoria and
Albert Museum and the National Gallery of Art
on the Ballets Russes (mounted in 2010 and
2013, respectively) accentuated how the painter-
designed costumes of artists such as Léon Bakst
and Natalia Goncharova contributed to the
Gesamtkunstwerk, or total work of art, that
impresario Serge Diaghilev sought in his dance
works. Furthermore, the Fashion Institute of
Technology has recently presented Fashion &
Dance (2014) and Ballerina: Fashion’s Modern
Muse (2020), exhibitions that emphasized stage
costume’s sweeping influence on couture and
ready-to-wear fashion.
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What is often missing in these texts and
exhibitions, however, is an analysis of the move-
ment dancers performed in these costumes.
Scholars working in disciplines outside of per-
formance studies might be less attuned to
understanding costumes as major contributors
to the overall dance work rather than as static
art objects that can be separated from the con-
text in which they were once embodied.
Similarly, though exhibitions afford the oppor-
tunity to examine historic costumes at close
proximity in an intimate setting, the costumes
are necessarily displayed as immobile objects
on mannequins. In Dance & Costumes: A
History of Dressing Movement, Elna Matamoros
investigates the reciprocal relation between
costume and choreography by focusing her
attention on costumes in motion. What distin-
guishes her text is how she thinks through
choreography alongside costume design, rather
than prioritizing one over the other. In so
doing, Matamoros reveals a category of schol-
arly inquiry that has the potential to intertwine
the disciplines of art history, visual culture, and
dance studies.

While trends in scenic design and favored
movement aesthetics within the Western con-
cert dance tradition shift from one century to
another, costume, Matamoros argues, is always
the “one element that had a decisive influence on
the work of the choreographer” (10). Beginning
with the ballet de cour of Louis XIV and ending
with William Forsythe, Matamoros’s richly illus-
trated volume traverses countries, dance styles,
and eras in a mostly chronological fashion
from the seventeenth through the twenty-first
century to discuss a swath of Euro-American
concert dance. Her first eight chapters cover
the seventeenth through the nineteenth centuries
and offer consideration of court ballet, ballerinas
Marie Sallé and La Camargo, Romantic ballet,
ballet master August Bournonville, Spanish
bolero, the pointe shoe, and choreographer
Marius Petipa. Her last five chapters, rooted in
the twentieth century, are principally organized
by choreographer; Isadora Duncan, Loie Fuller,
Mary Wigman, George Balanchine, and Merce
Cunningham are some of the many choreogra-
phers mentioned.

Matamoros’s methodology reflects numer-
ous challenges inherent in the study of dance
costume. Because they function as work wear,
historical dance costumes rarely survive in
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physical form. Matamoros aptly demonstrates
how scholars interested in costume must rely
on either written descriptions in dance treatises
and journalistic reviews, or pictorial representa-
tions in contemporaneous painting or photog-
raphy. For instance, in her second chapter,
“The Emancipation of Dance: Costumes,
Choreography, and Attitudes,” which focuses
on the seventeenth-century ballet de cour and
its aftermath in the eighteenth century,
Matamoros analyzes a painting by Nicolas
Lancret of French ballet dancer La Camargo
from 1730. Through close description of the
depiction of La Camargo’s pale blue costume
that featured a bodice with wrist-length sleeves
and a wide, pannier skirt with a hem reaching
her ankles, Matamoros surmises about the cut,
fabrics, and embellishment of La Camargo’s
actual costume. She then speculates how that
costume would have impacted La Camargo’s
ability to perform choreography, especially her
triumphant execution of entrechats—beats of
the lower legs in the air—that had previously
only been performed by men. Matamoros
argues that La Camargo’s technical feats are
even more impressive given the hefty weight
of her costume’s layered skirt, which would
have impacted her range of movement. While
at times Matamoros delves too deeply into
hypothesis, particularly when she suggests
which specific movements La Camargo would
or would not have been able execute in the
dress Lancret depicted—the painting, after all,
offers a representation of a dance costume
rather than objective documentation—her
vivid descriptions recreate the costumes in
writing, thereby allowing the reader to reflect
on the interconnectedness of costume and
choreography.

While certain chapters rely more heavily on
formal analysis of visual sources, others draw
upon textual evidence to make claims about
dance costumes. Matamoros’s fifth chapter,
“Technique and Romantic Aesthetics,” is one
of her more conceptually successful chapters
because her descriptions of nineteenth-century
ballet costumes are securely grounded in a com-
parative reading of dance treatises: Italian
dancer and choreographer Carlo Blasis’s Traité
élémentaire (1820) and Code of Terpsichore
(1828), and Danish ballet master August
Bournonville’s Etudes Chorégraphiques (1848—
1861). Matamoros explains how both Blasis
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and Bournonville championed new expressive
possibilities of the dancer’s body. For Blasis,
this meant extending the body outward
to enlarge a dancer’s kinesphere, while
Bournonville favored an understated upper
body with a more intimate épaulement—place-
ment of the head and shoulders—to contrast
with fast leg movements. Matamoros uses
these treatises to indicate that one of Romantic
ballet choreography’s innovations was show-
casing the three-dimensionality of the dancer.
She notes, however, that these new movement
aesthetics would have been hindered by the
Romantic ballerina’s costume, which would
have included a corset that inevitably limited
her lateral range of motion of the back and
waist. Costume and choreography, Matamoros
thus acknowledges, are not always perfectly
harmonious.

In addition to examining written and picto-
rial evidence of dance costumes, Matamoros
interviews wardrobe managers working in cos-
tume shops in Milan, Zurich, and Russia to
add insight to her chapters covering the twenti-
eth century. In highlighting the frequently over-
looked labor of the costume shop by including
the voices of experts with decades of embodied
knowledge, Matamoros shows the conceptual
challenges of costuming that extend beyond
the artisanal and artistic skills required to
make costumes. To further this line of inquiry,
oral histories with dancers who performed in
these costumes could have added another layer
of vibrancy to the text.

Although Matamoros centers her book on
choreographers who are already well repre-
sented in dance historical literature, she contrib-
utes a fascinating addition in her chapter
“Dissolved in the Air or Materialized into a
Robot,” which analyzes how choreographers
working in the early twentieth century
responded to modern technology in their
dance works. Matamoros devotes a significant
portion of this chapter to a discussion of futur-
ism, the art movement spearheaded by Filippo
Tommaso Marinetti, which proposed a revolu-
tionary vision of modernity, one based on a
dynamic celebration of progress and the mod-
ern machine. In a series of manifestos,
Marinetti outlined his vision for futurist art,
fashion, typography, and dance. The futurist
ideal for dance favored gestures that imitated
machines and scorned academic dance as well
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as any choreography that was sentimental, emo-
tional, or sexual in nature. Matamoros argues
that French choreographer Valentine de
Saint-Point best achieved some of the ideals of
dance that Marinetti and the futurists sought
through her métachorie, or meta-dances, in
which “only the fundamental lines of move-
ment and rhythm would be revealed, in order
to prevent the view of the body itself from dis-
tracting” (262). De Saint-Point, in contrast to
Marinetti’s overt machismo, advocated the con-
cept of the woman-warrior in her choreo-
graphic works, which Vivian du Mas’s
costumes bolstered. While grounding this dis-
cussion of futurism and dance with more his-
torical context and information on du Mas’s
costumes would have been beneficial, it is
refreshing to learn about de Saint-Point’s cho-
reographic output in dialogue with better-
known figures like Loie Fuller and Mary
Wigman.

Matamoros favors featuring a breadth of
choreographers and dance works over more
nuanced theoretical engagement with any single
work. Indeed, Dance & Costumes avoids funda-
mental questions that often emerge from schol-
arly analysis of the body and costume
surrounding race, gender, and cultural appro-
priation, such as in Royona Mitra’s chapter
“Costuming Brownnesses in British South
Asian Dance” in Futures of Dance Studies,
which offers one model of how to powerfully
engage costume’s inherent links to geopolitics
and identity. For instance, Matamoros’s chapter
“The Spanish Bolero School,” which explores
Spanish bolero performances in nineteenth-
century France, surprisingly neglects to articu-
late how the costumed Spanish dancing body
was exoticized or eroticized for a Parisian
audience.

Ultimately, Dance ¢ Costumes offers one
history of dressing movement, one that is pre-
dominantly centered on white Euro-American
concert dance performed by female dancers.
The book would have benefitted from an intro-
duction stating why particular choreographers
and dancers were selected for analysis over oth-
ers. The amplitude of Matamoros’s volume
makes omissions—such as Fernand Léger’s
Création du monde for the Ballets Suédois,
John Pratt’s designs for Katherine Dunham, or
Yves Saint Laurent’s decades-long collaboration
with Roland Petit—even more striking.
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Matamoros’s case studies and methodologies
highlight the complexity of analyzing dance cos-
tumes while simultaneously revealing the poten-
tial of what close attention to costumes can
contribute to dance scholarship, thus offering
a springboard for further theoretical inquiry
into the interrelation between dance, costume,
and the body.

Linden ]. Hill
Stanford University
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Amongst many photographs of Guinean danc-
ers in motion throughout Adrienne J. Cohen’s
Infinite Repertoire: On Dance and Urban
Possibility in Postsocialist Guinea, a photograph
capturing a bowl of loose Guinean francs stands
out. It is accompanied by Cohen’s description
of the practice of “spraying” money, which she
emphasizes as an integral part of sabar, a social
dance deriving from Senegal and performed at
festivities in Conakry, Guinea. Cohen notes
that a distinguished attendee of sabar is chosen
to unleash bills by dishing them into a bowl as
part of the self-fashioning performance of
opulence, which the dance fosters. Guinea’s
socioeconomic precarity postsocialism marks
this moment of bill spraying as paradoxical.
Privately, the author explains, the chosen guest
often begrudgingly completes the task, given
lack of funds. Yet publicly, this role in the
dance is performed in a luxurious demeanor
that resists narratives of economic vulnerability.
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These moments are deemed excessive by the
author: “By actively probing the threshold of a
positive quality (i.e., when does bigness become
too much?), these manifestations of excess per-
form ambivalent public feelings at the heart of
the lived experience of political-economic trans-
formation and demonstrate how embodiment
can be central to an anthropology of precarity”
(129). Cohen attends to the nuanced ways in
which dancers act as cultural players who artic-
ulate these paradoxical and ambivalent affects
with their dancing bodies in response to large-
scale transitions in Guinea.

As its title suggests, Infinite Repertoire
invests in Guinean dance practices as a site of
expansive, itinerant possibilities and asks critical
questions about how dance practices become
semiotic tools for molding and articulating
shifting “social norms and political subjectivi-
ties” after socialism in Guinea (xii). Cohen’s
research is based on living and dancing in
Conakry, and she employs primarily ethno-
graphic methods supported by additional archi-
val research to focus on two distinct research
sites: troupes and ceremonies. Troupes are insti-
tutions with formalized training that create
dances for the stage and are also referred to as
ballets, whereas ceremonies are quotidian festiv-
ities celebrating social rites of passage and
unfolding in homes and on the street. Part 1
of Infinite Repertoire articulates the entangle-
ment of dance and state power, including how
the socialist state turned to ballet as a political
tool, as well as how troupes lost state support
postsocialism, fueling dance as a site to express
both longing for political pasts and ambivalence
toward dramatic economic and political shift in
Guinea. The second half of the book turns to
ethnographic observation to explore how the
ceremonial dances dundunba and sabar express
the reconfiguration of political subjectivity and
social structures in Conakry amidst such
national transformation.

Throughout Infinite Repertoire, Cohen
turns to embodied and social aspects of
Guinean dance sites to demonstrate paradoxical
orientations toward a shifting political scene in
Guinea. She illuminates how, on the one
hand, an elder generation of socialist-trained
dance artists faced the constraints of working
under state power, and on the other hand,
their contemporary sense of nostalgia for this
period is heightened by the postsocialist
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